Miruna Runcan's book fills a still empty space of the specialized literature and, at the same time, it is the fruit of the research of a mind constantly concerned with the status of criticism in Romania, the meanders of a long process with stagnation and with episodes of boost in the pre-and post-decembrist panorama. The complex study that appeared at Tracus Arte Publishing House, this year, sits on the shelf of the library between the author's previous titles, completing (and probably to be continued) the poliform portrait, viewed from the inside and outside, of the critical commentary in our theatre areal.
Along with The Romanian Theatre Model (2001) , the Theatricalization and Retheatricalization in Romania 1920 Romania -1960 Romania (2003 , The Skeptical Spectator's Armchair (2007) and Theatre Criticism. Where to? (2015) -to mention only a few of the books that are approaching the line of theatrical criticism -, the extensive study Theatre in Dioramas. The Discourse of Theatrical Criticism in Communism is a high-level analysis, showing, from one chapter to another, crossed with directions, sometimes, depending on the context, with a wave of irony or responsibility, the desire to answer uncomfortable questions. Because, beyond the colossal research work that she performs as a refined connoisseur of this cultural chapter, the professor from Cluj also has a deeper message grafted into the discourse. The educational one. And the message initiated concerns the practitionerthe theatrical journalist (whether in training, or the one who has been for some time "at the buttons"), the historian, the researcher. Of course, we are interested in the whole detailed explanation, always positioned in the political context, the years when the discourse about the new man and the new world fades, but only in appearance, so that it can be resumed as if with even greater pressure. We are interested in the characters of this history of compromise, insecurity, pride, but also the flashing appearances of opposition, restlessness, attempts at normalcy. But, as I said, at least as important as understanding the status of the critic in the ensemble of the period 1956-1964 is also the author's intention to determine her reader to dilate their pupils, to sharpen their senses and to look in this mirror of the past. The action is done with cerebrality, with the moral force to accept the past, also in its inglorious moments, as well as with the inner joy of situational victories.
Obviously, we will say, we are no longer in a position to respond to political party demands, we are not campaigning today for an aberrant vision in which art should resonate with a totalitarian ideology. In any case, we no longer recognize any feature of those presented in the paragraph where the author makes a brief punctuation in the marrow of the critic of the reference period: "Like any other journalist, during the four decades of communism, the theatre critic too, in order to be the employee of a publication, has to go through the multiple approval filters of the party apparatus [...] . The selection of theatre critics took place, depending on the moment when we refer to a system that has constants and variables: the constants are first of all ideology and fidelity. The vast majority of theatre critics employed, at central or local level are, until the beginning of the thaw, party members. They have higher studies, usually philological, and some experience in the press. Those from the academic environment are rare" (p.185). In addition, not only does it seem far from any resemblance to the present, but the previous portrait is so far removed that some have forgotten it. But we can see -if we have the necessary openness and, somewhat, the courage -that the uncertainty of the present day, but also the combative tone and constructive defiance can be the result of past situations, of roots not yet completely removed and which, even if they no longer have the same structure, have deviated in unfortunate ways. And how is it that, though forgotten, the ghosts of the past haunt us in different forms -a confiscated heading, a chronicle dedicated to interests, omissions, silence, withdrawals in the ivory tower, but also too much ado about nothing… On the other hand, the dioramas taken by Miruna Runcan show us episodes that would serve us even today as good practices. Dimmed lights for the period of fluctuating thaw, the meetings that gave rise to debates between critics and artists (directors, most often) are ordinary events today. But looking at the pages where, for example, there is the controversy hosted by the Teatrul / Theatre magazine regarding the staging by Liviu Ciulei of As You Like It, we wonder if today we still find the flair or the elegance, the subtlety or the pathos that once animated some spirits. Are such states perpetuated in our workshops, colloquiums, dialogues (even in the virtual space)? True -the stakes have changed, more than six decades have passed, we have other intentions and our directions have been re-calibrated. Safety, freedom of speech leave us more room to develop ideas, projects, feel more useful, as critics and make us... less heroes. If the hero's aura ever haunted us. At the same time, a kind of comfort easier for us, the system is not without aberrant situations, in which we are left to go with the flow or to which we can react (with or without a mask).
Miruna Runcan is also a research model. It expresses her position clearly with respect to the short thaw sequences and, above all, to the inadvertencies of the past. She points out gaps or places left incomplete or under-exploited until now -when she remembers the lack of new translations from Brecht, repeatedly pointing as an alarm signal that the only edition with translations of the plays by the German playwright dates back to 1967. Her tone is balanced, it does not push to blame, but puts in context, explaining why, how, what are the levers that supported some critics or artists in the system. We find details from the biographies of those who write theatre criticism in the columns of the magazines of the time, details that outline not portraits, but characters (dramatis personae, as she herself calls them): Traian Șelmaru, Andrei Băleanu, B. Elvin, Valentin Silvestru, Margareta Bărbuță, Ana Maria Narti, Dana Crivăț, then Ștefan Aug. Doinaș and I. D. Sârbu, Dan Nasta, I. Negoițescu (or "the undisciplined of retheatricalization", as she jokingly characterizes them). Their presences intersect, some prefer to stay away, others obstinately seek confrontation and exchanges of replies. Together with them, the young fellow directors Liviu Ciulei, David Esrig, Radu Penciulescu, Lucian Pintilie. The process of receiving Western drama is also a widely analyzed subject, at different times in the text. From the cases of Beckett (whose texts appear unintelligible) and Ionesco (renegade) and, through them, all the absurdist literature (the condemned), to the partially and truncatedly accepted American dramaturgy... the horizon is set in rather dull nuances.
Miruna Runcan also has a precious quality, her exposure is animated by curiosity. She always asks questions and urges the reader to join her in seeking answers; then she guides him through the carefully mapped world. She launches from the first to the last paragraph dilemmas that are bridges to the present, because, heirs of the message with double referentiality, of the iron curtains, of the creative exuberance or of the old polemics with new clothes, we hear faint echoes from the years of censorship, we can still feel loans more or less beneficial from the 50s-60s. The author also has realistic conclusions, yet pointing out the failures: "Theatre criticism [...] is far from having that exploratory role, at the level of the theatrical life in the country, which could have at least justified the suspicion of a 'staged' attitudetherefore of support and positive influence, coagulating on any marginal artistic phenomenon, with innovative potential" (p. 296).
Theater in Dioramas is an essential work, carefully documented, with important information and with portions where you simply have to put sticky notes with personal comments to enhance the flow of opinions. We are looking forward to continuing it in a new volume dedicated to the next decades. Otherwise, the books continue through their readers who carry their provocative themes and proposals and who revive them in the meetings, in the debates that reiterate the topics.
